WORKING PRINCIPLES 


That the human mind takes pleasure during certain peri- 
ods of history in describing itself and the world by 
utilizing fixed form-types is amply proven not only by 
the fact that a great many fixed form-types the primary 
purpose of which is to serve as the structural bases of 
autonomous-aesthetic phenomena have been established and 
utilized by the human mind but also by the fact that a 
great many fixed form-types the primary purpose of which 
when they were established was not to serve as the struc- 
tural bases of autonomous-aesthetic phenomena are at 
the moment (or were in the past) utilized as the struc- 
tural bases of either complete works of art or portions 
of works of art. Think for example about some of the 
many fixed forms-for-dancing the rhythms of which have 
been utilized in works of music (many of which them- 
selves are fixed form-types) think about the fact that 
the rhythmic structure of Johann Sebastian Bach's Passa- 
caglia and Fugue in C Minor for Organ S. 582 and of the 
fourth movement of Johannes Brahms’ Symphony No. 4 in 
E Minor for example is that of the old slow Spanish 
dance form the passacaglia. Think about the fact that 
the rhythmic structure of the third movement of Ravel's 
Le Tombeau de Couperin is that of the old Italian dance 
form the forlane. Think about the fact that the rhythmic 
structure of the third movement of Prokofiev's Classical 
Symphony is that of the old French dance form the gavotte. 
Think about the fact that the rhythmic structure of 
Ravel's Pavanne pour une Infante défunte is that of the 
Spanish court dance form the pavanne. Think about the 
fact that the rhythmic structure of Beethoven's Minuet 
in G Major and of Paderewski's Menuet a l'antique for 
example and of the third movements of the symphonies of 
Haydn and Mozart (among others) is that of the fixed 
form-for-dancing the minuet. Think about the fact that 
the rhythmic structure of the fifty-one mazurkas for 
piano written by Chopin and the twenty by Karol Szyman- 
owski is that of the Polish dance form the mazurka. 
Think about the fact that the rhythmic structure of 
Ravel's Bolero is not unlike that of the Spanish dance 
form the bolero. Think about the fact that the rhythmic 
structure of the last movement of J. S. Bach's Partita 
No. 2 in D Minor for Unaccompanied Violin is that of 
Think about the 
fact that the rhythmic structure of the écossaises for 
piano written by Beethoven, Schubert and Chopin is that 
of the reputedly Scottish form-for-dancing the e@cossaise. 
Think about the fact that the rhythmic structure for 
the farandole in Bizet's L'Arlésienne Suite No. 2 is 





